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INTRODUCTION 


“| started playing guitar when | was probably twelve years old” informs silverchair 
vocalist, guitarist, and primary songwriter, Daniel Johns. “And | never said, ‘| wanna be a 
famous rock star: | just said, ‘I wanna play music. In fact, | never really wanted to become 
a professional musician until | saw Queen's Live at Wembley Stadium video when | 
as about thirteen. | thought playing at Wembley Stadium would be the most kick-ass 
thing ever. 

Truth be told, the Australian trio known as silverchair—Daniel Johns (guitar), Ben 
Gillies (drums), and Chris Joannou (bass) —would probably have been content playing in 
their parents’ garages for the rest of their lives, as long as they could focus on their pri- 
mary passion: writing and playing their own music. Of course, their stint as a garage band 
would be short-lived, once the rest of the world found out how good they were. 

After unexpectedly winning an “unknown band” demo tape contest put on by a cut- 
ting-edge Australian radio (JJJ FM) and television (SBS) station, silverchair took their 
prize—the opportunity to professionally re-record one of their songs, “Tomorrow” —and 
wound up with a #1 single in their own country. And they didn't even have a “proper” 
album out! The success of “Tomorrow” led to silverchair’s signing, and the band’s debut, 
Frogstomp, soon became a multi-platinum-selling smash in Australia and the United 
States. None: of the band's members were over 16 at the time! 

Today, with three successful albums under their belts—Frogstomp (1995), Freak 
Show (1997),'and Neon Ballroom (1999)—silverchair are international-renowned, critical- 
ly acclaimed rock stars. For your picking pleasure, we've taken excerpts from the band's 
entire discography—four songs from each record—and transcribed them note-for-note. All 
the musical examples are fully annotated, and whenever possible, they appear with gear- 
related specifics and quotes from Daniel Johns himself! Without further adieu, let's head 
“down under” to take a behind-the-scenes look at this Australian hit-making machine. 


ABOUT THE RECORDING 


Doug Boduch: guitar 
Tom McGirr: bass 
Scott Schroedl: drums 


Recorded and engineered by Jake Johnson at Sleepless Nights Recording Studios in 
Madison, WI. 


Throughout this book, you’ll find descriptions of the gear that Daniel Johns used 
on the original silverchair recordings. Since it’s likely that you don’t have the exact same 
type of gear, here are a few tips to help you replicate the silverchair guitar sound. 

Use a guitar with humbucking pickups, preferably a Les Paul-style guitar. This type 
of guitar will give you a full, rich, heavy sound. For the most part, you’ll want to use the 
bridge pickup—even for the clean parts. For the amp, use a high-gain model or a high- 
gain distortion pedal. Try setting the EQ with all the controls rolled to “10.” This is a popu- 
lar setting for recording heavy guitar parts with Marshall amps, which is what Daniel Johns 
used on many of the original silverchair recordings. Since every amp is different, howev- 
er, use this as your starting point and make adjustments from there to better shape the 
tone. 


O iu Notes 


INTERVIEW 


What initially inspired you to pick up the guitar? 

Daniel Johns: | was always into rap music—I took breakdancing classes and stuff 
like that. When | was little, | listened to just about anything. | was really into that whole 
“beat” music until about the age of eleven, which is when mom or dad showed me one of 
their Black Sabbath records. | just heard it, and | went, “Yeah! | wanna play that instrument 
[laughs]!” | really got into mom and dad's old records, too. The whole first year of playing 
guitar, | was just figuring out Black Sabbath and Deep Purple riffs. 


Would you say Tony lommi [of Black Sabbath] and Ritchie Blackmore [of Deep 
Purple] were your “guitar heroes?” 

Definitely. They still are. | love listening to the way they play. There's something 
about Ritchie Blackmore: He's really eccentric, and sometimes it’s really “wanky,” but it’s 
cool. | just love how it’s crazy, untraditional guitar work—especially live. He does stuff like 
Hendrix did, like play guitar with his feet and play solos with his teeth. | just reckon it kicks 
ass [laughs]. 


| understand that Ritchie Blackmore inspired you to study classical guitar. 

Yeah. At one stage, when | was 12 years old, | was obsessed with Deep Purple. | 
had Deep Purple everything; my whole room was Deep Purple posters, Deep Purple 
albums, Deep Purple T-shirts, and Deep Purple videos. And on one of the Deep Purple 
videos, Ritchie Blackmore said that he “studied classical,” which is something that no 12 
year old would really ever want to study—I was just too into rock music. But because 
Ritchie Blackmore did it, | said, “Yeah! FII do it [/aughs]!” So | did classical lessons for a 
year, which | suppose helped to a certain extent. But it didn't really do that much in terms 
of technique; it was more just a good experience because it kind of broadened my musi- 
cal horizons. 


Did you develop your rock guitar approach by practicing things you figured out 
by ear? 

Definitely. | think it’s good for at least the first year when you're learning guitar just 
to kind of feel your way around the instrument, even if you don’t play it that much. It’s good 
to have a really natural approach to the instrument, rather than getting the guitar and then 
someone saying, “Okay, this is where you put your fingers. This is how you do it” which 
can lead to having a really generic guitar technique. It’s a lot better to “feel out” the instru- 
ment and see what feels right to you. And then once you've done that, | think it’s cool to 
go and take lessons. 


Has singing and playing the guitar always come naturally, or did it require a lot 
of practice? 

When | originally started playing guitar, | didn’t pitch myself as a singer; | didn’t 
ever want to be a singer. | remember me and Ben [Gillies, drummer] were just jamming— 
and we were like 12 years old, and we just came to an agreement that | would sing until 
we found a singer. And we never got around to finding a singer [/aughs]. 


When you’re cutting a silverchair record, do you record your guitar parts and vocal 
parts separately? 

For some songs. The way we record, we go into a room and put down the rhythm 
guitar track, the bass track, and the drum track all live. After that, | go in and do the extra 
guitar track and the vocals. But it's always good to have the foundation of the song done 
live because you get a really honest energy to the song. 


You own a lot of guitars. How do you decide which guitar you're gonna use for a par- 
ticular track when you're recording? 

Well, whenever | write a song | pretty much straight away know exactly what 
sounds and what instrumentation | want on the song. And | know what particular charac- 
teristics each of my guitars has, so it’s not very hard. | just go straight to the guitar that | 
pictured using when | was writing the song. 


Do you have to work at writing songs, or do riffs and melodies just kind of pop into 
your head? 

Sometimes it’s really easy, and they just come into my head. And those are usu- 
ally the best songs: the ones that come straight into your head. But those periods where | 
have writer’s block, then | have to really work to produce the songs. So yeah, it’s both 
ways. But usually the best songs are the ones that come naturally and just flow. 


Did you ever think playing guitar would take you this far? 

No, never. | always wanted it to, but | never thought it would. | didn’t know what | 
_ was gonna do. | didn’t have any goals when | was little [/aughs]. | just wanted to play music, 
and whatever happened, happened. 


FROGSTOMP 


One night, when Daniel Johns was at the house of a friend, the silverchair front- 
man started rooting through the homeowner's massive record collection and came across 
a '60s pop compilation album that contained an instrumental track called “Frogstomp.” 
Johns, who was captivated by the song’s curious name, immediately phoned his band- 
mates, who, along with Johns, were reportedly toying with the idea of calling their forth- 
coming album Llama's Revenge. After a brief consultation, the trio agreed: Frogstomp 
would be the title of silverchairs first full-length album. 

“I think Frogstomp was just a real eruption of energy, really,’ Johns divulges, on 
the subject of the disc’s in your face, raw rock trio sound. “We were really young and want- 
ed to play heavy music like we’ve always listened to—like Black Sabbath” 

Speaking of “heavy sounds, the grinding guitar tone exhibited throughout 
Frogstomp can be attributed to Johns’ use of either his Gibson Firebird or Gibson Les Paul 
through a Marshall JCM900 High Gain Dual Reverb. Most of the cleaner parts, however, 
were cut using producer Kevin Shirley’s 1955 Les Paul Junior. 


ISRAEL’S SON 


Words and Music by Daniel Johns 


Disturbingly, “Israel's Son” was inspired by a video of an execution Daniel Johns 
watched on television one night. Shortly after viewing the video, Johns fell asleep, only to 
relive the horrific vision a short time later in the form of a nightmare. Johns immediately 
woke up and wrote a song about those haunting images. 

For the curious, “Israel's Son” is also the controversial track that, back in February 
of 1996, American defense attorney Tom Copeland cited as “almost a script” for a murder 
that his clients, teenagers Nicholaus McDonald and Brian Bassett were accused (and later 
convicted) of committing. Apparently, McDonald and Bassett were listening to “Israel's 
Son” moments before they murdered Bassett's parents and five-year-old brother on 
August 11, 1995. Copeland, in an effort to free his clients of aggravated first-degree mur- 
der charges, alleged that the silverchair song should be blamed for the teens' actions. 

In an official press release from Murmer Records and silverchair’s management, 
the following statement was issued: “silverchair do not, have not, and never would con- 
done violence of any sort. The band is appalled by this horrific crime and they hope that 
justice will prevail in prosecuting whoever is responsible for it. The band extends its sin- 
cere sympathies to the families and friends of the victims in this case. silverchair absolute- 
ly rejects any allegation that their song is in any way responsible for the actions of the 
alleged murders. It is a matter of public record that the song in question, ‘Israels Son, was 
inspired by a television documentary about wartime atrocities. ‘Israel’s Son’ was never 
intended to provoke violence and cannot be interpreted by any reasonable person as 
doing so. In fact, the song seeks to criticize violence and war by portraying them in all their 
horror.” In the end, silverchair was cleared, and the responsible parties were prosecuted. 


Figure 1—Intro and Verse 


For “Israel’s Son,” Daniel Johns tunes the sixth string of his Les Paul down one 
whole step to D. Drop D tuning is most easily accomplished by detuning your sixth string’s 
twelfth fret harmonic (E) to match the pitch of your open fourth string (D). In the forth- 
coming song sections, the many benefits of this tuning approach will become apparent. 
Johns also uses this tuning on a few other tracks on Frogstomp, including “Pure 
Massacre.” 

The intro kicks off with a series of punctuating, palm-muted D octaves on the bot- 
tom two strings. This percussive muting sound can be accomplished by resting the blade- 
side edge of your pickhand’s palm lightly on the bridge, and picking with heavy down- 
strokes. Fret the D note at the fifth fret with your ring finger. This puts your index finger in 
third position, ready and waiting for the F5 chord in measure 4 as well as the song’s main 
riff, which immediately follows. 

At measure 5, Johns introduces the signature riff of “Israel’s Son.” Notice that each 
measure of this riff begins with a palm-muted open D5 chord. this chord, combined with 
the other notes of the D minor pentatonic scale (D—F—G—A-C) that make up the riff, real- 
ly hammers home the D minor tonality. 
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Fig. 1 


Gtrs. 1 & 2: Drop D tuning: 
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Figure 2—Chorus 


Johns churns out the chunk in this song's chorus section, busting out one-finger 
power chords—D5, G5, F5, and E5—to create a grinding riff. In case you haven't noticed, 
one of the many benefits of Drop D tuning is the ease in which power chords can be effort- 
lessly grabbed and dragged about the fretboard. Throughout this chugging riff, Johns cap- 
italizes on this phenomenon to full effect. When groping for the fully-fretted power chords 
(G5, F5, and E5) in the following passage, keep your fret-hand fixed in third position (with 
your index finger across the third fret), shifting down a fret with your index finger to grab 
E5 at the second fret. Notice that, in this riff, the first bar is repeated three times, then the 
entire passage is punctuated with E»5 and A>5 power chords. 
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Figure 3—Interlude 


In place of a traditional guitar solo, Johns goes “textural,” reforming a set of natur- 
al harmonics across the seventh, fifth, and fourth frets between a pair of guitars. Natural 
harmonics occur on any stringed instrument (guitar, violin, harp, etc.) when one of its 
strings is lightly touched at a particular point. (In notation, harmonics are represented with 
diamond-shaped noteheads and the abbreviation “Harm.” between the notation and tab 
staves.) Throughout this interlude section, harmonics are mostly performed in simultane- 
ous groups of two or three. The first group appears at the end of measure 1 (Gtr. 1) 
and occurs across the seventh frets of strings 2-3. These notes sound exactly one octave 
and a perfect 5th higher than their “fundamental” source, or “normal” pitches of the 
open strings. f 

To execute harmonics like those depicted in measure 1, lightly lay your first finger 
across the seventh fret (directly over the fret). Try to avoid pressing the strings down into 
the fretboard; all you want to do is touch the string. While your finger lays there, pick the 
indicated strings and then quickly remove your fret-hand finger. The result should be a pair 
of bell-like squeals, somewhat reminiscent of controlled feedback. Incidentally, any har- 
monic occurring across the seventh fret produces the same note name as if you were to 
play the string fully fretted (fret-hand finger stopped behind the seventh fret), only it sounds 
one octave higher. . 
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Figure 4—Outro 


This song closes with a pummeling power chord riff—a repeating one-bar pattern 
comprised of some of the same shapes encountered in earlier sections (D5, G5, and F5) 
and a D minor pentatonic-based single-note riff. Johns punctuates this four-bar riff with a 
bending riff on the fifth string, briefly implying D Dorian (D—E-F—G-—A-B-C) with the inclu- 
sion, of the note B (second fret, fifth string). 

If you're more accustomed to executing string bends on the higher strings, you 
may need to woodshed a bit to develop the required hand strength and accurate intona- 
tion. Because this bend also occurs in the open position (where it's exceedingly difficult to 
bend due to the close proximity of the nut), this passage may prove to be even more trou- 
blesome. 
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TOMORROW 


Words by Daniel Johns 
Music by Daniel Johns and Ben Gillies 


As you will no doubt soon discover, several of silverchairs earliest songs were 
inspired by events the band's frontman witnessed on the television. “Tomorrow” is no 
exception. While Daniel Johns was watching a program on SBS—the same station that 
would facilitate silverchair’s big break—an “economic class struggle”-type documentary 
was aired. The program depicted a fat, rich guy being escorted into a run down hotel locat- 
ed in a poverty-stricken area, where he would stay the night; the documentary's goal was 
to enlighten the upper-class gentleman to the conditions common to the poor. And enlight- 
ened he became. All the rich guy did was complain, stating that, since the hotel isn’t up to 
his standards, he couldn't possibly stay there that night. But that wasn’t part of the deal! 
He was therefore told, “You have to wait “til tomorrow” to leave this hotel. Lyrically, 
“Tomorrow” is Daniel Johns’ shot at this “fat boy” 

Further, as Daniel Johns explains, “Tomorrow was the first song written on 
Frogstomp. We wrote that when we were about fourteen years old. And that was the song 
which actually got people to know who silverchair was because that was the first song 
played on the radio.” Interestingly, “Tomorrow” exists in three versions: the first (which was 

‘originally six minutes long) helped silverchair win SBS’ demo contest, the second 
appeared on Tomorrow, the band’s 4-track EP (an Australian release that included the 
tracks “Blind,” “Acid Rain,” and “Stoned”), and the third was cut specifically for Frogstomp. 


Figure 1—Intro/Verse 


Here’s the intro/verse riff for the tune that started it all! After a two-bar intro where 
Daniel Johns arpeggiates a spiffy A-D-C-G/B-G progression, this song’s signature riff 
unfurls. Based on a strummed arrangement of A, G, and D chords, this repeating two-bar 
figure is punctuated each time with a bluesy pull-off from a C (third fret, fifth string) and E 
(second fret, fourth string) double stop, to the open A string. Then Johns caps it off with a 
heavily vibratoed G (third fret, sixth string) and B (second fret, fifth string) doublestop. 
When performing this part of the passage, simply regarded these two double stops as 
pitch pairs temporarily borrowed from fragmented open-position C and G chord shapes. 

Notice Johns, armed with his Gibson Firebird, uses a clean tone to achieve a mel- 
low, brooding mood. This gives him plenty of dynamic headroom in this section. Like many 
modern rock bands, silverchair often choose to juxtapose clean guitar tones with the later 
entry of crunchy, distorted guitars to create musical drama. 
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Figure 2—Pre-Chorus 


In this pre-chorus riff, after a few beats worth of heavily distorted A5 chords, 
Daniel Johns pulls out a pair of power chords which feature the 5th in the bass (B5/F4 and 
C5/G). Using a 5th as a chord's lowest-sounding note is a highly effective way to add sonic 
density to a song—especially in this case, since bassist Chris Joannou plays the root 
below it. As an added bonus, these chords are also very easy to grab; simply flatten out 
your fret-hand index finger across the lower strings while holding down a root-on-5th- 
string barre chord. For example: In the case of B5/Ff, since the chord's root, B (second 
fret, fifth string), is held down with the fret-hand's index finger, simply extend and flatten 
out that finger across the lower string to grab the chord's 5th, F# (second fret, sixth string). 
To put the cap on his pre-chorus riff, Johns slides up to fifth position and performs a brief 
outburst in A minor pentatonic (A—-C—D-E-G). 
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Figure 3—Interlude 


For a brief cooling off period prior to the ensuing chorus chaos, Daniel Johns gen- 
tly arpeggiates the top four strings of a movable barre chord shape, restating it verbatim 
at different areas along the neck to imply A, D, and C chords. At this point, pull-offs along 
the top two strings impart a quasi-Hendrix flavor, creating a somewhat mystical sound as 
Johns’ clean tone electric is doubled by an acoustic guitar. 

Cleverly, the A-D-C—D progression introduced in this section also provides a 
sneak peak of the chord changes that make up the forthcoming chorus, though entirely 
different chord shapes are used. Meanwhile, the return of the heavily distorted electric gui- 
tars in this interlude’s final bars—specifically, the strums of an open A5 chord—hints at the 
heaviness to come 
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Figure 4—Chorus 


Silverchair simply slams in this section, driven by the aggressive strumming of 
Daniel Johns' ever-moving right hand. Using three chords to create his song's anthemic 
chorus—A5, Dsus2/A, and Csus2/G—Johns creates a bed of warmly distorted chords, 
effectively driving his harmonized “You wait till tomorrow” hook into the ground. In this riff, 
Johns once again capitalizes on the powerful effects of placing the 5th in the bass of a 
power chord, specifically using Dsus2/A and Csus2/G voicings. 
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Figure 5—Guitar Solo 


Despite the fact that this track was recorded in the heart of the grunge era, Johns 
boldly unloads a bluesy solo, masterfully setting up the forthcoming outro chorus with his 
instrumental guitar break. For most of his solo, Johns hovers in fifth position, picking 
through A minor pentatonic (A-C—D-E-G) licks and occasionally hinting at A Dorian 
(A-B-C-D-E-F4-6G). In each instance, he flattens out his fret-hand's third finger across 
the seventh fret to grab F# (second string). At measure 5 of his solo, Johns jumps to eighth 
position, borrowing from the “Albert Box"—a minor pentatonic shape that blues legend 
Albert King often exploited in his legendary leads. Throughout this section, Johns supports 
his soloing efforts with a doubletracked version (Gtrs.4 and 5) of the relentless chord pat- 
tern used to drive each chorus. 


Featured Guitars: 
Girs. 4&5 meas. 1-10 
Gtr.7 meas. 1-10 


Fig. 5 Slow Demos: 
Guitar Solo [2:59] ate! ee 
Gtr.7 Gtrs. 4 & 5: w/ Rhy. Fig. 1, 4 times, simile , i 
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AON 4m 5n 
i J AA ATN 
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PURE MASSACRE 


Words by Daniel Johns 
Music by Daniel Johns and Ben Gillies 


Once again, Johns turned to the telly for inspiration, penning “Pure Massacre” after 
watching CNN coverage of the Bosnian Conflict in the early 1990s. “Pure Massacre’ is 
probably the most political song off the first album,” Johns reckons, “even though it wasn't 
intended to be. It was about the Bosnian Warfare. | wrote that when | was probably fifteen 
years old. It was just my view on ‘war at that time? 

Make sure you've dialed in Drop D tuning (see “Israel’s Son,’ Figure 1) before you 
take a crack at this cut. 


Figure 1—Intro/Verse 


This song's intro riff involves a variety of notes from the D natural minor scale 
(D-E-F-G-A-Bb-C) as oriented along the third string, with the addition of a chromatic 
note (a note outside the scale): Ab (first fret, third string). While Johns slides his index fin- 
ger along the third string to grab these notes, he also sounds the open D string. This func- 
tions as a drone throughout, helping to hammer home the prevailing D minor tonality. 

You may find it interesting to learn that the sinister sonority generated by the notes 
D (open fourth string) and Ab (first fret, third string) actually has a specific label—a tritone. 
A tritone is a musical interval of an augmented 4th (e.g., D~G#) or a diminished 5th (e.g., 
D-A»). Because of this interval’s harsh and dissonant nature, the tritone was typically 
avoided (both in the construction of chords—save the dominant 7th—and in melodic pro- 
gressions) in Western music up until the twentieth century. In fact, this interval was actu- 
ally regarded by some as (brace yourself) the diablo de musica, or the “devil in music” The 
inclusion of the tritone in this intro riff helps set the tone for “Pure Massacre” and its bru- 
tal lyrics. 

Many of this song’s two-measure riffs are performed using a rhythmic twist referred 
to as a hemiola—a rhythmic relation of three against two. This becomes evident if you 
actually sit down and count out the rhythms using a 16th-note counting pattern, striking 
every third sixteenth note: one-ee-and-uh, two-ee-and-uh, three-ee-and-uh, four-ee-and- 
uh. As you can see, even though four notes per beat are being counted (16th notes), Johns 
only plays on every third 16th note, creating deliberate disruptions of the normal pulse. 
This same odd rhythmic grouping (in threes) is also exploited in Figure 2. 


} Featured Guitars: 
Gtr.1 meas. 1-16 


Fig. 1 y 1 
D5 FS D5 Bb5 
QOXXXX XXXX x x x 
Sfr 
11 134 134 
Gtrs. 1, 2 & 3: Drop D tuning: 
(low to high) D-A-D-G-B-E 
Intro 
Moderate Rock e = 90 
N.C.(D5) 
Gtr. 1 (cl 
tr. 1 (elean) 1 a ~ 
$ . | a r. Mama a abe z a : 3 ha z » m— 27 
” oe ve eo a z ve A + o — 
m 
let ring 
T 
A g 2 2 2 4 —4 4 2 2 2 5 5 5 -—_4 
B 9 g 4 9 4 g 8—4 $ g 8 $ g -9—4 
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Figure 2—Interlude 


As we discovered earlier in “Israel's Son” (see Figure 2), one of the greatest ben- 
efits of Drop D tuning is the one-finger power chord. In the interlude to “Pure Massacre,” 
John once again takes advantage of this tuning, cramming a series of power chords (D5, 
F5, C5, G5, and A5) into a riff written in slash notation (Gtrs. 2 & 3). In this style of nota- 
tion, a chord’s rhythm is indicated below a chord symbol with slash noteheads, while the 
specific fingering for that chord appears at the beginning of the song’s transcription. 

Johns’ interlude figure is also recalled during portions of verses 2 [1:06] and 3 
[1:54], and performed similarly during an instrumental interlude section [2:56]. It also 
makes use of the hemiola effect described in Figure 1. 


Fig. 2 
Featured Guitars: 


Gtr.1 meas. 1-2 
Gtrs. 2&3 meas. 1-2 


Interlude | 0:44 
Gtrs. Gtr. 1: w/ Rhy. Fig. 1, simile 


aay D5 F5 D5 F5 DS c5 D5 F5 D5 F5 G5 A5 
1 enna m — 
ÇH ZE 7 Z 7 z= A J: | 
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Figure 3—Chorus 


Throughout this song's chorus, a two-measure power chord riff (comprised of G5, 
D5, F5, and B?5) is used in alternation with the earlier intro riff (see Figure 1). This part is 
also written in slashes and involves palm muting dndicalcd by P.M. directly beneath the 
noteheads of the slash rhythms). 


$ Featured Guitars: 
Gtr. 1 meas. 3-4 


Fig. 3 7-10 


Gtr.2 meas. 1-10 
Gtr.3 meas. 1-2 


5-10 
Chorus |1:16 
Gtrs. 1 & 2: w/ Rhy. Fig. 1, simile 
A Gtr. 3 tacet 

G5 D5 Bb5 N.C.(D5) 
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Figure 4—Bridge 


In this song's bridge, Johns grabs different voicings for some of the same chords 
performed earlier. For instance, instead of playing the lower open-string version of D5, he 
opts to play the D5 chord located at the fifth fret. Similarly, instead of playing the Bb5 chord 
across the eighth fret of the lower strings, Johns grabs the Bb5 chord located at the first 
fret. All in all, there’s a little bit of everything in this two-measure riff: power chords, muted 
strums (noteheads appearing as “x”), and palm muting, all written in slash notation. 


Fig. 4 Featured Guitars: 
Gtrs. 2&3 meas. 1-4 


[1., 2.,3 Ja. 
Gus Bridge|2:31 
ee 1 D5’ Bb5! C5 G5 C5 
= = e a 
£ Ea AL ERA AENA ALAN 
PMA Po a osa 4 
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SUICIDAL DREAM 


Words and Music by Daniel Johns 


This track was reportedly written shortly after Johns watched a television docu- 
mentary that profiled an individual who had been fantasizing about committing suicide. 
The subject apparently felt that this “final act” would free their mind from uncontrollable 
thoughts. Johns convincingly portrays the program's disturbing subject matter, opening 
“Suicidal Dream” with a haunting clean-tone arpeggio figure. 


Figure 1— Intro 


One glance at this intro's crazy chord symbols (B5-Gmaj7-Esus2-Ftsus4— 
Asus2) and you might think Daniel Johns went great lengths to string together a complex 
arrangement of physically demanding chords. In reality, this haunting passage is accom- 
plished simply by fretting a small B5 dyad (B, F#) on the middle pair of strings and grop- 
ing for different bass notes on the bottom two strings—all within the parameters of the B 
natural minor scale (B—C#-D-E-F#—G-A). 

When tackling this passage, make sure you grab the F# (fourth fret, fourth string) 
and B (fourth fret, third string) notes using your third and fourth fingers, respectively. This 
will free up your remaining fret-hand fingers to grab the changing bass notes while you’re 
arpeggiating. Note also that Johns doubled the figure with an acoustic guitar at the third 
repetition. Incidentally, when Johns performs this track live, in an effort to create a fuller 
sound, he doubles the high B note (fourth fret, third string) with the open B string. 


Featured Guitars: 
Gtr. 1 meas. 1-5 


Gtr.2 meas. 1-5 
Gtr.3 meas. 3-5 


Fig. 1 
A TAR 
Intro 
Moderately d =96 
Gtr. 2: w/ Fill 1 
N.C.* B5 Gmaj7 Esus2 F#sus4 Asus2 Gmaj7 Esus2 F#sus4 Asus2 E5 
Gtr. tee Gtrs. 1 & 3 (acous.) RAE 


PA TS PDH 
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let ring throughout let ie a 
——— 24 m 3- h E == $ =] 
* Chord symbols reflect implied tonality ** Gtr. 1 only 


Fill 1 
Gtr. 2 (elec.) 
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Figure 2—Chorus 


After a slight gain boost, Daniel Johns unloads a Bm-F#-Em-G progression in a 
doubletracked display (Gtrs. 2 & 4) to support his chorus vocal. Notice here that Johns 
breaks his chords up by strumming the lower notes of each voicing (with a downstroke), 
followed by a quick smack of that voicing's higher strings (with an upstroke). 


Featured Guitars: 
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Figure 3—Bridge 


While Johns’ slightly distorted guitars (Gtrs. 2 & 4) churn out a B5/Ff-D5/A- 
G5-FÍ5 arrangement of power chords, an acoustic guitar takes center stage, performing 
a melodic figure in fourth position. These acoustic guitar fills are primarily used to fill in the 
gaps between Johns’ vocal phrases. 


Featured Guitars: 


Gtrs. 2&4 meas. 1-6 
Gtr. 3 meas. 1-5 
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Figure 4—Outro 


Daniel Johns drives this tune home with some steady eighth-note strums of chords 
borrowed from the preceding chorus section. At this point, three distorted guitars (Girs. 2, 
4, and 5) join forces to deliver the final knockout punch—punctuated with a barrage of 
squealing microphonic feedback. Unlike “harmonic feedback,” which is the triggering of 
high frequency upper partials resulting from a string’s vibration, “microphonic feedback” is 
generated from a vibration within the guitar’s pickups, triggered by a high volume amplifi- 
er. The pitches from microphonic feedback are typically uncontrollable and are particular- 
ly punishing because they often don’t relate harmonically to what the guitarist is playing. 


9 Featured Guitars: 
Fig. 4 Gtrs. 2,4,85 meas. 1-5 


[1., 2., 3. Ta. 
Outro | 2:40 


* Composite arrangement pitches: A# Ak 
** Microphonic fdbk., not 
caused by string vibration. 
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FREAK SHOW 


Though silverchairs debut went on to become a multi-platinum smash, the band 
was repeatedly blasted by clueless critics as a derivative of Seattle-based grunge mavens 
like Pearl Jam, Nirvana, and Soundgarden. Though they were Soundgarden fans, silver- 
chair felt they were more influenced by bands like Black Sabbath and Led Zeppelin—acts 
that also formed the foundation for Soundgarden and many other “grunge” acts. 
Nevertheless, Johns was acutely aware of the public’s perception of silverchair. “With 
Freak Show, we really tried to kind of establish a “silverchair sound.” By blending exotic 
instrumentation—using sitar and percussion on “Petrol & Chlorine,” and strings on 
“Cemetery” and “Pop Song for Us Rejects,” for example—Johns and company achieved a 
silverchair sound that showcased the band’s diversity and eclecticism. Incidentally, though 
they reportedly toyed with the idea of releasing their sophomore effort with nothing more 
than a question mark on its cover (referring to the record as “Nameless”), silverchair opted 
to call their sophomore effort Freak Show, likening the band’s tours to that of a traveling 
“freak show.” 

While silverchair was on the road in support of Frogstomp, Daniel Johns got hold 
of a green Paul Reed Smith guitar that used to belong to Page Hamilton, guitarist for one 
of Johns’ heroes, Helmet. Johns used this axe, along with a Gibson SG, blasted through 
a pair of 100-watt Soldano Hot Rod heads through customized Marshall 4x12 cabinets. 
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SLAVE 


Words by Daniel Johns 
Music by Daniel Johns and Ben Gillies 


What happens when you perform the same set over and over, night after night, to 
the point where you no longer derive any pleasure from playing your own music? You 
become a “slave” to your audience—playing only for them, and no longer for yourself. In 
short, “Slave” appears to illustrate the depressing feeling that emerges when an artist 
feels that he/she has lost their creative “magic.” Of course, with many tortured artists, the 
act of “facing the music”—pushing through your problems—sometimes creates wondrous 
artistic results. Such is the case with this silverchair track: a Drop D-tuned, modern-rock 
gem, which also serves as the album’s opening cut. 


Figure 1—Intro 


In previous songs, we discovered that one big benefit of Drop D tuning was the 
one-finger power chords that resulted from detuning the bottom string. But this tuning also 
offers another “power chord” advantage: the possibility for movable, five-note power 
chords. The bone-crushing wall of sound Johns delivers during the 6/4 portion of this 
tune's intro points squarely to the use of a five-note shape made possible by barring 
across strings 4-6 with the index finger, then fretting the second and third strings with the 
ring and pinky fingers, respectively. That's a pretty hefty power chord! In a creative varia- 
tion of these five-note power chords, Johns tweaks his Gb5 shape in measure 2 by replac- 
ing his ring finger with his middle finger (to grab a C; fifth fret, third string), creating a 
Gb5addł11 chord. l 

Once Johns and company shift gears into 4/4, a slamming riff comprised of two- 
note power chords (D5 and F5) and a single-note hammer-on figure in D minor pentatonic 
(D-F-G-A-C) ensues. After four bars, this power chord/hammer-on riff gives way to an 
extended passage which features a reoccurring A octave shape (on beats 2 and 3) struck 
between intermittent open strings (implying D5), some familiar power chord shapes 
(Gbsus2 and F5), and multiple metric shifts (5/4, 3/4, etc.). 


Featured Guitars: 
Gtr.1 meas. 1-17 
Gtr.2 meas. 1-6 


Fig. 1 D5 Gbsus2 Eb5add#11 GbSadd#11 F5add#11 G5add#11 9-17 
ansaa As ina * 13 fr Sn A 16 fr a 15 fr cea Slow Demos: 
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Figure 2—Verse 


This song's verse sections are driven by a pair of power chord ostinato patterns.. 
The first involves a four-measure segment comprised of three bars of Eb5, punctuated by. 
Gbsus2. In this passage, the “ostinato” is essentially the reoccurring rhythm introduced in 
the opening two measures—a pattern of syncopated eighth notes (counted: one—and, 
two—and, three—and, four—and/one—and, two—and, three—and, four—and). Notice that, after 
the third beat of the first measure, only the “and” portion of each beat (the upbeats) is 
struck. This is a rhythmic motif—or ostinato—that is also explored similarly in another track 
on Freak Show, “Freak.” 

The latter half of the first verse introduces a new rhythmic pattern, this time 
appearing as a repeating one-bar phrase. In shifting between D5 and F5 shapes, Johns 
maintains some of his “upbeat” approach. He plays an open D5 chord on the “and” of beats 
2 and 3 throughout and rounds out each measure with a D5 and F5 placed squarely on 
beats 1 and 4, respectively. 
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Fig. 2 & Featured Guitars: 
Girs. 1&2 meas. 1-12 
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Figure 3—Chorus 


Once again Daniel Johns does some damage with Drop D tuning, this time in the 
form of a pulverizing power chord-based chorus riff. The unique sound of this riff stems 
from the use of several one-finger power chords aggressively smacked in between itera- 
tions of an open D5 chord. The end result is a dramatic riff that skips around unpredictably 
within the range of one octave. 

When tackling this passage, fret the quickly changing power chords with different 
fingers. For the C5 to D5 move, try your first and third fingers, respectively. For the C5 to 
B5 change, the second and first fingers will probably be a better choice. 


Featured Guitars: 
Gtrs. 182 meas. 1-7 


Fig. 3 Slow Demos: 
Gtr.1 meas. 1-2 
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Figure 4—Interlude and Outro 


Expanding upon his chorus concept, here Johns grinds out a relentless, 16th-note 
power chord riff, cramming in a chromatic passing chord—a chord outside. the key—by 
squeezing an Eb5 between his E5 and D5 shapes. In a manner similar to your performance 
of the previous chorus section, alternate between your middle and index fingers for the E5 
and Eb5 chords. This interlude section is punctuated with a repeating excerpt from the 
chorus riff. 

Johns closes out this tune with some rock-steady, 16th-note strums of familiar five- 
note power chord shapes (w/#11): Eb5add#11, Gb5add#11, F5add#1 1, and G5add#11. 
Notice that most of these shapes occur in the higher regions of the fretboard. Given that 
the shapes in this section are identical and merely relocated along the neck to imply dif- 
ferent chords, some care needs to be taken to ensure that your fingers don’t “miss the 
mark” when your cramming your digits in between these smaller frets. The final coup de 
grace is Johns’ recapitulation of the D minor pentatonic riff heard at this song’s outset. 


Slow Demos: 
Gtr. 1 meas. 1-2 
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HEAD ES E ES F 


FREAK 


Words and Music by Daniel Johns 


“Freak” pays homage to the would-be trendsetters—the faux freaks, if you will— 
who go out of their way to “be different” (e.g., “I’m gonna dye my hair pink, ‘cause no one 
else does!”). But in the end, these people find that they’ve merely joined the ranks of oth- 
ers who share a similar “dare to be different” mindset (e.g., they go to the local mall and 
see a dozen pink ‘dos just like theirs). 

One of several Drop D cuts appearing on Freak Show, “Freak” is also one of 
four singles released from the album (the others being “Abuse Me,” “Cemetery” and 
“The Door’). 


Figure 1—Intro/Verse 


In this song, the bulk of Daniel Johns’ riffing is relegated to the bottom string pair; 
once again the guitarist capitalizes on the one-finger power chord possibilities inherent to 
Drop D tuning. At the first repetition of this intro riff, Johns doubletracks his E5-D5 figure 
with an additional guitar (Gtr. 2), using their combined power to punish his loyal listeners. 
‘For future reference, this passage also serves as the accompaniment for the forth- 
coming verse. 


Fig. 1 


Gtrs. 1 & 2: Drop D tuning: 
(low to high) D-A-D-G-B-E 


Intro 
Verse 0:16 
Moderate Rock e = 117 ; 
a O R DS Bs D5 ES DS ES 


1 


Rhy. Fig. 1 


Featured Guitars: 


Gtr. 1 


Gtr. 2 


meas. 1-4 
meas. 1-4 
(on repeat) 


D5 
End Rhy. Fig. 1 


TE 


*Gtr. 2 (dist.) enters 2nd time. 


% Verse 


Gtrs. 1 & 2: w/ Rhy. Fig. 1, 2 times 


———4 2-2 2 ———44-—4 === 
§—_2—-2 2——2 ——-—_4 2 §—_2-_2—- 2— 


5 E5 : D5 ES DS E5 DS ES. D5 
e a f 9- == 2 4 J | E a Y J z A 
1. No__ more may - bes. Your ba-by’s got ra - bies. 
2. Try to be dif - frent. Well, get a dif - Prent dis - ease. — 
9 ES D5 ES DS ES D5 ES D5 
$ 2 2 9a e- -e 2 + | LA — > = | 
| 
Sit - ting on a  bal_______ in the mid-dle of the An - des. 
Seems it's in fash - ion to need the cold sore cream. 
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Figure 2—Pre-Chorus 


Johns cleverly shifts to the key of D in this pre-chorus section, creating a dramat- 
ic point of departure from the E minor tonality of previous sections. Notice that Johns incor- 
porates a bluesy passing chord into his power chord riffing, approaching F#5 from 1/2 step 
below with F5. 

After Johns’ pre-chorus riff finishes its eight-bar cycle, an Fmaj7#11 chord is used 
to set up the return of this song’s signature riff (albeit a harmonically enhanced version, 
with the inclusion of F5). Though the aforementioned chord’s name sounds intimidating, 
it's essentially a basic F major chord shape (in Drop D) with the top string pair allowed to 
ring open. 


& Featured Guitars: 
Gtrs. 1&2 meas. 1-12 


Fig. 2 


Pre-Chorus 


i D5 F5 F#5 D5 F5 F#5 D5 F5 F#5 D5 F5 F#5 Ab5 
04 ie poo — 
(a =e A ee SS ee 
Yeah: aMn Pm a freak of na - ture. 
AA a AS — A == ot 
(SY E" 7] + y 4 = r = = Pte of E Tt ta te apa 
ho het hod hod a 


D5 ES F#5 D5 FS F#5 D5 FS F#5 D5 F5 F#5 


qer 
Piar 
% 
| K U 
OY 
h 
er 
er 
ee 
| 
er 
lee 
el 
> 


Gtr. 2: w/ Rhy. Fill 1 
Fmaj7#11 ES D5 E5 


ee ee ee e z | 


Rby. Fiil 1 
Gtr. 2 


Figure 3—First Chorus 


Again borrowing from blues music’s harmonic ambiguity, Johns effectively 
weasels in between D major and D minor tonalities for the song’s first chorus riff. Here, he 
arpeggiates F5 and Fsus2 shapes, punctuating them with a brief descending D major line 
(F#-E-—D) along the fourth string. 


Fig. 3 £308 Featured Guitars: 
Gtr.1 meas. 1-3 


First Chorus 
* 


1 FS Fsus2 D FS Fsus2 > D 
Bod-y and soul, — Tm a freak, — Tm a freak. __ 
ha => ja | = : == | 
e oe oe v 
e EEC E E 
mp 
w/ clean tone and chorus effect 
let ring throughout 


*Chord symbols reflect implied tonality. 
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Figure 4—Bridge 


While he's cranking out an E Dorian-derived power chord riff (E-Fi-G-A- 
B-C+-D), Daniel Johns shockingly informs us (in a lyrical fit of self deprecation) that he 
doesn’t “really know how to put on a cool show” We beg to differ! Nevertheless, by fero- 
ciously alternating between G5-E5 and G5-F#5 patterns (anchoring his index finger for 
E5 and groping for G5 and F#5 shapes with his pinky and ring fingers, respectively), Johns 
creates a violent environment to hurl undeserved insults at himself in this bridge. Our sil- 
verchair star also fills in rhythmic space left by his sustained vocal parts with a couple of 
fills (Fills 1 and 2) performed by Gtr. 3. Incidentally, the same oddball chord that was used 
as a transition point in the pre-chorus—Fmaj7#11—is also used to punctuate this song’s 


bridge, precluding the return of this song’s signature riff. 


Featured Guitars: 


Gtrs. 1&2 meas. 1-8 


Fig. 4 
MA a 
Bridge Gtr. 3: w/ Fill 1, 1st and 3rd times 
Gtr. 3: w/ Fill 2, 2nd time 
to. G5 ES G5 E5G5 F#5 


ee 


I don’t  real- ly know. 


Gtrs. 1 & 2 
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Gtr. 2: w/ Rhy. Fill 1 


5 Fmaj7#11 ES D5 ES ES 
sees ETS CS ers ES N 
e dd a ee | == ==E. = | = a] 
i 
on-ly I could. be as cool as you. 


Play 4 times 


3 maza: 


Figure 5—Second Chorus 


The second chorus in “Freak” pits heavily palm-muted F5 and C5 power chords 
against the devastating drone of an open D5 in a repeating two-bar figure. To shift effort- 
lessly between the F5 and C5 shapes, simply anchor your index finger over the third fret 
(covering the bottom two or three strings) to facilitate F5. Then, to make the adjustments 
necessary for the shift to C5, slam down your ring finger onto the fifth fret of the fourth 
string (the note “G”) and pick the indicated strings. Each instance “D5” appears in the har- 
monic analysis over the notation staff, simply raise your fingers off the fretboard and pick 
away on the bottom pair of open strings. 


: Featured Guitars: 
Fig. 5 32 Gtrs. 1&2 meas. 1-8 


Second Chorus 
F5 CS DS FS C5 D5 
cH E] 
E Eu, = Py eg 7 AA en oe Pe TE ee 
ae ea N a 
Bod-y and soul, — Tm a freak, Pm a freak. — 
Girs. 1 & 2 » 
6 $ | E ba! : | 
Ha ign 
Hg j = $393” = 3 z 
EM ee a eas Eo a Le A E E A Sy o a ete oh le 
A 5—5 
> 3——3-—_ 4 §—_0—_0-—_4-—-# a 944-480 
9 444-448 4— 4-44 34 —H— 44-44-45 
FS C5 D5 FS CS D5 
5 A 
am. af E P o 
pese A a = 
Bod-y and soul, — Tm a freak, nn Pm a freak! 


Gtrs. 1 & 2 


Figure 6—Guitar Solo 


Over an accompaniment pattern similar to the second chorus (just sans palm mut- 
ing), Daniel Johns (Gtr. 3) demonstrates his rock solid alternate picking chops—using 
relentless down-and-up strokes to whip through a barrage of sixteenth notes from the D 

- Mixolydian scale (D-E-Ff-G-A-B-C) in tenth position. In the final four bars, Daniel 
unleashes a flurry of tremolo picked notes to push his solo over the top. 


Featured Guitars: 
Gtrs. 182 meas. 1-8 
Fig. 6 Gtr. 3 meas. 1-8 


Slow Demos: 
Gtr. 3 meas. 1-8 


Guitar Solo 


ane F5 C5 D5 
P ei pp A e s—o— oo 


10—10 43- 13818 — 
E a a a a ES 


40—19—48 40—19—48 43134349 
—— = = a a 


End Rhy. Fig. 1 
— 4 3 r a = ee g f- 4 g | 
3- 3 3—3 3- —4 44 8 —— 4 )— 


Gtrs. 1 & 2: w/ Rhy. Fig. 1 
5 F5 C5 D5 FS C5 D 
AAA 


5 
Ta al == F r =e = 
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ABUSE ME 


Words and Music by Daniel Johns 


When you're a successful rock artist at the top of your game, it seems an alarm- 
ing number of jealous jerkoffs—fools who won't hesitate to hurl unwarranted insults at you 
and/or your work—come out of the woodwork. These people's perceptions are often influ- 
enced by the occasional negative remark made in the press, or misinformation spread 
through other forms of media. It is in honor of this bittersweet reality that Daniel Johns 
penned “Abuse Me.” 


Figure 1—Intro 


In “Abuse Me,’ yet another inventive Drop D offering from Daniel Johns, a phas- 
er-inflected, clean tone arpeggio figure is used to get things rolling, augmented by strums 
from an additional guitar (Gtr. 2). Before you freak over the fingerings for the following 
chords, be aware that the entire arpeggiated passage simply revolves around one chord 
shape—Aadd4—moved to other regions of the fretboard, while maintaining the same 
open strings throughout. The most demanding aspect of this figure is Johns’ tricky picking 
pattern. By employing a picking approach referred to as economy picking, Daniel Johns 
is able to arpeggiate smoothly and efficiently through each neighboring string using a sin- 
gular sweeping (up or down) stroke. 


Featured Guitars: 
Gtr. 1 meas. 1-8 
Gtr.2 meas. 2-8 


. 2 Slow Demos: 
E i er ares E7 a AS rae. LD Gtr. 1 meas. 1-8 


23 1 23 1 
Gtrs. 1, 2,3, 4 & 5: Drop D tuning: 


(low to high) D-A-D-G-B-E 


Intro 
Moderately « = 102 
N.C.(Add4) Fmaj13#11 Aadd A 
Gtr. 2 (clean) 2 y A ) N 
A a E e a 
Gtr. 1 (clean) $ Y $ / 
mp 


Ss sa a Sse rate . i 


mf’ w/ phaser 
let ring throughout 


3 3 
Fmaj13#11 

AAA A ee v41! 

5 a as | 
Se h =O Se 0 = =| 

-z - = y A ae zy ES 

7 

— 5 54 = 2-34 E 

E ==. > | 

AÑ 7 3 3 
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Figure 2—Verse 


In this song's verses, Gtrs. 1 and 2 team up for a strummed arrangement of 
Fmaj13#11 and G6 chords—again, using voicings derived from shapes established in 
the intro. 


Fig. 2 } 


Verse [0:19] 


Featured Guitars: 
Gtrs. 1&2 meas. 1-8 


1 Fmaj13#11 G6 Fmaj13#11 G6 Fmaj13#11 
F = = = === 

4 e = 

1. Need to ask__ a ques -. tion. _ Call - ing out__ my name. _ 


2. Well, I don’t think you like 


Gtrs, 1 & 2 (clean) 


Fmaj13#11 G6 
SS SSS SSS] 
Noth-ing—  seems_ to both - er Wishl__ had_ a clue. _ 
No one— seems_ to like___ you._ Wish 1___ could - n’t tell. __ 
S =< => + = 
== Es => => = 
TO SAA 4 y ha a AAA 
: 555 =$ + e A 
222 AA 4 
bb j— e §—4—x 
—3—3 4 Ib $ — 5—5 X_¥ 
3—3—3 5 — bi y 
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Figure 3—Chorus 


While Gtrs. 1 and 2 strum up a storm with Aadd2/4 and Fmaj13#11 shapes, an 
additional guitar (Gtr. 3) enters the picture to soup up the soundscape for the chorus. At 
this point, Gtr. 3 (w/clean tone and tremolo effect) arpeggiates power chord derivatives of 
the aforementioned shapes, barring a single fret-hand finger across the bottom three 
strings to play A5 and F5 before all three guitars punctuate the passage with strums of an 
E7 chord. 


Fig. 3 
Featured Guitars: 


Gtrs. 1&2 meas. 1-8 
Gtr. 3 meas. 1-8 


Chorus | 0:38 


Aadd; Fmaj13#11 


mi) ) TD) ji) ) WTA) Di 


mf w/ tremolo effect 


let ring throughout 


Aadd Fmaj13#11 Fmaj13#11 


Jd I). FI Fs PS 


(Gtr. 2 cont. in notation) 


(‘SS SS SS - 


Ea 


C - mon, — a- buse me more, — I__ like__ it — 
Gtrs. 2 & 3 
4 === === 
iz a s- r"! ‘ 
z z” par. = a i 
4 a i 
; PM- <j 
8-4 
6—_4 
4 414422 
+ H— + -— 3 3— g 4444-44-24 
—+ 2 —+ —H H— + + 3 —+ 3—2 2—22 
—H 4 + 3 2—23 


Figure 4—Bridge 


For the first time in the tune, Daniel Johns uses distorted guitars (Gtrs. 4 and 5) to 
make his musical point. Performing power chords (A5 and D5) and similar shapes (Fsus2) 
in support of his bridge vocal, Johns (Gtr. 5) also crams in an assortment of sliding octave 
shapes to punctuate each vocal phrase, working straight out of A Dorian 
(A-B-C-D-E-F+-G). 


Featured Guitars: 
Gtrs. 485 meas. 1-8 


Fig. 4 
Slow Demos: 
Gtr. 5 meas. 2; 4 


Bridge 


A5 Fsus2 D5 A5 Fsus2 D5 


aii 2 8) PATTI TTT) dQ) œ 
SS = == ==2=2 


Throw the sail - ors O 3 ver 7 board. — Throw the sail - ors o - 


NO ASSOCIATION 


Words by Daniel Johns 
Music by Daniel Johns and Ben Gillies 


In “No Association,” Daniel Johns blasts backstabbers across the globe—that 
breed of humanity that, though they may come across as caring and compassionate, 
always has some kind of ulterior motive. In the tradition of all the Freak Show tracks pre- 
viously studied, Daniel dishes out a heavy dose of Drop D riffs in this ditty! 


Figure 1—First Interlude 


“No Association” features several grinding instrumental interlude sections, each of 
which is driven by two-note power chords crammed between iterations of an open-string 
D5. In this first interlude, Daniel Johns barres across every even numbered fret with his 
middle finger, then frequently follows it up with another power chord a half step below 
before sounding the open-string D5. By moving up the fretboard in whole step increments, 
(starting at every even-numbered fret) Johns is essentially using the D whole tone scale 
(D—E—F#-G#—A#—C) to create an ultra-modern riff structure. The first two bars of this inter- 
lude riff are each punctuated with a shape across the eleventh fret—Dbsus2 (measure 1) 
and Db5 (measure 2). 

Johns also introduces a new riff towards the end of this interlude, which becomes 
the accompaniment to the forthcoming verse. This riff revolves around D5, E5, and F5 
shapes, alluding to the E Phrygian mode (E-F-G-A-B-C—D). It’s also raunched up with 
an occasional harmonics cluster or muted string smack. id Cul: 
Gtrs. 1&2 meas. 1-8 
Fig. 1 


Slow Demos: 
Gtr. 1 meas. 1-2 


Gtrs. 1 & 2: Drop D tuning: 
(low to high) D-A-D-G-B-E 


First interlude 
Slow Rock d = 72 


D5 E5 D5 F#5F5 D5 Ab5 G5 D5 Bb5 A5 D5 Dbsus2 D5 E5 DS F#5F5 DS Ab5 G5 D5 Bb5 AS DS Db5 
1 Gtrs. 1 82 


13 
XX y 
04H §—_2—2 


D5 E5 D5 F#5 F5 DS Ab5 G5 D5 Bb5 A5 D5 Dbsus2 D5 E5 DS F#5F5 DS Ab5G5 DS Bb5 A5DS5Db5 


3 
š = == === 3 => 
TEELE T gts ‘ TIFT AS 
ete. ------ +2 ===> 
E D5E5 D5 E5 D5E5F5 ao D5E5 D5E5 DS5E5 F5 
, p _ 
: EN — == è : HA =R 
333 rrTETEE ins 223232 x 
Mio y ME e oe 4 = Mises BM ere T ; 
E ooo a HE i 
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Figure 2—Third Interlude (second half) 


Though this third interlude kicks off with some riffs reminiscent of our previous 
interlude figure (omitted from the following example), the high point of this section is real- 
ly the grinding syncopation of the following excerpt. Johns introduces this section’s pri- 
mary rhythmic motif in the first bar and, as the riff progresses, interjects variations into its 
structure by tacking on a different chord—A>5, Bbsus2, F5, Eb5, or Absus2—at the end of 
each measure. 


4 Featured Guitars: 
Fig. 2 z Gtrs. 182 meas. 1-10 


Slow Demos: 
Gtr. 1 meas. 6; 10 
Third Interlude |2:17 
(second half) i 
D5 E5 D5 E5 D5 E5 D5 E5 D5 E5 D5 ES D5 E5 D5 E5 N.C. 
1 Gtrs. 1 & 2 (dist.) - Play 3 times 


433i aiii iii: iii 


F : ; 
- 2 go 9—2 p—2 Ha g 9—2 IAEA 
B —34- §—3 3 5 g§—3 y A 
E epi 5 8 e y —j— 3 DU AR + 


3 DSES5 D5E5 D5E5 D5E5 Ab5 D5ES DSE5 D5E5 D5E5  Bbsus2D5E5 D5ES DSES D5ES5 Ab5 


D5 E5 D5 E5 D5 E5 D5 E5 D5 ES D5 E5 Absus2 
2 

S ba 23 

q 2 3 3- 4 = 124 g9—2 Ea = 

§—_—?. 2 —+4 3 + 2 4—— g—— g—— 6 

4244 3 3 — e—a 4 3 §—2 §— 


8 DSES DSES D5E5 D5E5 Bbsus2 DSES D5ES DSE5 DS5E5 Absus2 D5ES D5E5 FS Eb5 


MEE SETE Wea 


Figure 3—Outro 


Daniel Johns brings “No Association” to a dramatic conclusion by building upon 
the song's signature interlude riff, varying both dynamics and rhythm to create a new pas- 
sage. After first stating the figure with a single guitar (Gtr. 1) played with a clean tone, 
Johns doubletracks his riff every other measure (Gtrs. 1 & 2). This creates a subtle 
increase in dynamics and helps heighten the intensity. By the time Johns stomps on the 
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distortion in the latter half of measure 6, both guitars piggyback one another at full volume 
until the final power chord is played. 

Johns also incorporates rhythmic invention into this riff extravaganza by juxtapos- 
ing his familiar 16th-note chord pattern with steady triplets (measure 3-7). To lock into 
Johns’ groove, you'll need to be a master at subdividing 16th notes and triplets within the 
same measure. This dramatic shifting of rhythmic gears can be practiced by tapping your 
foot along with a metronome (set to a quarter-note pulse) and counting out four evenly- 
spaced attacks during beat 1 (counted: one-ee-and-uh), and three evenly-spaced attacks 
during beats 2-4 (counted: two-trip-let, three-trip-let, four-trip-let). 


Featured Guitars: 
Gtr.1 meas. 1-9 
Gtr.2 meas. 1-2; 


Fig. 3 48:9 
Slow Demos: 
Gtr.1 meas. 1-2 
Outro 
D D5 E5 DS FHSF5 D5 Ab5G5 DS Bb5A5 D5 Db5 
© 
y Gtr.2 open 


(cont. in notation) 
è = | = ] 
Gus. 1 & 2 


APA O AA A 


mp wi clean tone slight P.M. la o a ee le 


D5 E5 D5 ES FS .  Eb5 F#5 D5 ES D5 E5 F5 Eb5 F#5 
Gtrs. 1 & 2 


— 424233 +44 +14 ==> 8—2 3$-——3—__—__1—4-= 4+"_4—4 
á] 222294 A A 44 22423 YA AA 


5 Gtr. | D5 E5 D5 E5 F5 Eb5 a D5 E5 D5 E5 F5 Eb5 _ FHS 
Gtrs. 1 & 2 A 
E FE E == 
TEELE EE ECEEER SEE EE 
f w/ dist. 


a a eS T 3——_3—_+—__11#_++-+ 4+ SS Se 
——§—_2 23 +4 t 4—4 §—__2-__2__}--2 + ++ tori 4—4 


D5 E5 D5E5 FS Eb5 F#5F#sus2 D5 E5 D5E5:; D5ES5 F5 


7 2€ 


Play 4 times 


Ist time: Burn! 
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NEON BALLROOM 


Neon Ballroom is silverchairs first album since the teenage trio graduated from 
high school back at the end of 1997. For the first time in their career, the band had the 
opportunity to make a record without the responsibility and time commitment of school 
hanging over their heads. “With this album,” informs Johns, “because we finished school, 
music was more a full-time thing—it wasn’t something that you did after school or before 
school. We had as much time as we wanted to really focus on doing exactly what we want- 
ed to do.” Silverchair took advantage of their extra time by experimenting straight across 
the board: they used a new songwriting approach, dabbled with unusual instrumentation 
(using several instruments more often reserved for the classical stage), and blended it all 
with a wash of futuristic sounds. 

“The whole reason we called the album Neon Ballroom,’ Daniel Johns explains, “is 
because it kind of represents both the ‘new-style’-—futuristic rock sounds which are on 
songs like ‘Anthem for the Year 2000’—and the more ‘traditional’ orchestral sounds remi- 
niscent of a ballroom. Those sounds are on songs like ‘Emotion Sickness.” 

The end result is silverchairs 12-track magnum opus: a stunning collection of 
songs that, though lyrically they document some tough times for the band's frontman, cre- 
ate a sense of healing and satisfaction—especially for Johns. “I think my main lifetime 
musical goal was pretty much achieved with Neon Ballroom. Ever since we started play- 
ing music, my main goal was to create an album that was not only ‘contemporary music, 
it was kind of a statement. And, in a way, a lot of the pieces of music on this album aren’t 
‘rock music’ pieces; they’re actually pieces of art. Whether they're good art or bad art, it 
doesn't matter. It’s just a very big expression on my behalf. I’m very happy with the way it 
turned out.” 

In strong contrast to the gear Daniel Johns employed on previous silverchair discs, 
on Neon Ballroom, the guitarist gravitated more towards a wide range of classic 
guitars through sixties-era Fender amps, attracted to the warmer tones these instru- 
ments afforded. 


46 


EMOTION SICKNESS 


Words and Music by Daniel Johns 


“Emotion Sickness” the epic opening track on Neon Ballroom, not only features 
Daniel Johns' evocative fretwork and otherworldly vocals, it showcases the mystical musi- 
cality of world-renowned classical pianist, David Helfgott (the pianist who inspired the 
Oscar-winning movie, Shine). “On that particular song,” Johns explains, “I wanted to have 
a really manic, crazy, discordant, wild piano piece—not chords, just really manic, disso- 
nant notes. And because that's the way that David Helfgott plays, we just thought that 
would be a really cool idea. And because he’s Australian and has a bit of a profile over- 
seas, people could kind of understand why we got him. So we got in contact with his man- 
ager and then we hooked up and did it.” For the record, “Emotion Sickness” is also Daniel 
Johns’ favorite silverchair song—out of his entire discography! 


Figure 1—Verse 


“Emotion Sickness” evolved out of a rather unorthodox, open C# minor tuning (low 
to high: C#-G#-C#-E-—G#-C), as did several other tracks on Neon Ballroom. “Emotion 
Sickness, ‘Paint Pastel Princess; and ‘Spawn Again’ are all tuned down to C#,” Johns 
explains. “But I’m not too sure what they are [/aughs]. | just wanted to invent some tunings 
in order to get a really different, non-generic kind of sound. I’m not really the kind of gui- 
tarist that sits down and says, ‘Okay. I'll tune to this and this and this and it should sound 
like this’ | just tune to whatever sounds good to me. I’m not really that ‘in’ with what notes 
are what; | just play whatever sounds good and whatever feels right.” 

After twisting your tuning pegs to arrive at Johns’ open C# minor tuning, for orien- 
tation’s sake, it may help to think of the bottom three strings like Drop D (only tuned down 
a half-step: C#-Gt-C#), and the top three strings tuned down a minor 3rd (E-G4-Cf). 
Another way to internalize this tuning could be to regard the entire instrument as “tuned 
down a minor 3rd,” with the exception of strings 4 and 5, which are “tuned down a half- 
step.” In short, whichever way you choose to rationalize Johns’ tuning, make sure you're 
relating it to a tuning with which you're already familiar. This will help you retain Johns riffs. 
Also, the use of heavy strings is recommended to retain proper tension (and avoid fret 
buzz) on the detuned strings. Johns typically uses string gauges .011—052. 

In this song's arpeggiated verse figure, Johns capitalizes on his unique tuning’s 
open strings, using fretted notes only when they’re needed to help outline the bass figure 
played on the fifth and sixth strings. Beyond that, the only other fretted note is the lone B 
(third fret, second string) that’s fretted with the pinky in most of the voicings. All in all, cour- 
tesy of Johns’ tuning, colorful chords like Cém7, Aadd9, E/G#, Asus2, Amaj7, Bsus4, B, 
and C#m7/G# are touched upon. To comfortably play this passage in steady eighth notes, 


use economy picking in a down-down-up-up manner. Johns punctuates his verse figure . 


with a two-bar strumming riff reminiscent of the song’s intro. He also spiffs up the song’s 
soundscape with a subtle tremolo effect. 
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Bsus2 Featured Guitars: 


Fig. 1 
Gtr. 1 meas. 1-18 


Slow Demos: 
Gtr.1 meas. 1-4 


Gtrs. 1, 2, 3 & 4: Open C#m tuning: 
(low to high) C#-G#-C#-B-G#-C# 


Verse | 0:07 
Moderately Fast e = 136 
1 *C#m7 E5 Aadd9 E/G# Asus2 ` Amaj7 
ai 
== > ASS 
sl x= 
1. E-rupt_ a - gain, — ig-nore_ the pill and I__ 


e 


z z 


SS Sa 


w/ slight amp tremolo 
let ring throughout 


—3 3 3— 3— 3- g— 9— —4 
4 4 g §——# 9- e—a —4 4 9 
—4 1 —4 + 
4 3 


*Chord symbols reflect implied tonality. 


5 C#m7 E5 ~ Asus2 E/G# Asus2 Bsus4 B 


= eS == = 
let TA Show: =e oo e o 


9 C#m7 E5 Asus2 E/G# Aadd9 
— E 
Sa - ri - fice__ the tor - tures. 
+ 
E z = E E = | E = J a a 2 
e @ oe | o e > e 
3 = e < a 
—8 9- 9- 9 
$ —3 3 —3 3- 3- 3 
—4 9 4 e—a $ 4 3- g— 9 
: ; =e q g— q 4 4 4 : 


Figure 2—Interlude and First Pre-Chorus 


In the interlude and first pre-chorus, the classical combination of cello and piano 
adds to this song's epic presentation, arranged here for performance on one guitar. 
Oriented in eleventh position, this passage pits various dyads, primarily found on string set 
2 & 3, against different droning open strings. After the final repetition of this four-bar fig- 
ure, an electric guitar with distortion (Gtr. 3) makes a brief addendum, punctuating the 
entire section with a similar two-bar riff. 


Featured Guitars: 
i Gtrs. 1&2 meas. 1-4 
Fig. 2 Gtr. 3 meas. 5-6 


Slow Demos: 
Interlude and First Pre-Chorus |0:59 Gtr; 1 meas. 1-4 


C#m F#m6/C# Fim/C# C#m 


A O AA 
L == 


HE = E 
> = o a 
A A Ss 


**Gtr. 2 tabbed to left of slash. 


Gtrs. 1 & 2 tacet 


G# Play 4 times Gt Cadd4) 
tr. 3 (dist.) 
i 4 i | 
# te r s s i 4 ¿a | le s- s | 
© z x of > 7 (cont. in slash) 
PR mf slight PM A E GAR a nS 


Figure 3—Chorus 


A chugging string section enters during this song's chorus, similarly doubling the 
power chords performed by Gtr. 1 for eight bars. Meanwhile, Gtr. 3 unloads similar 
shapes—only these chords are sustained, functioning as pads. At the end of the chorus, 
a four-bar arpeggio sequence outlines a handful of G#-type chords—G#5, Gtsus4, G#, and 
G+7—simply by varying the notes played on the top two strings. Johns also incorporates 
this G# chord figure into the end of the second verse. 


Featured Guitars: 


i Gtr.1 meas. 1-20 
Fig. 3 Gtr.3 meas. 1-16 


Chorus [1:31] 


C#5 l Bsus2 C#5 


D, ae a ? j FP , iS 2 ; fp! 
aa! z | = | = Em 


E - 

*Gtr. 1 Rhy. Fig, 1 
se, D 
ARA e a 
RG he 3 4 E = Ci + 

= 2 tee a 

clean w/ tremolo off 
E 548 04046 46 
*Composite arr. of gtr. & strings next 8 meas. Bsus2 CHS 


End Rhy. Fig, 1A 


. 7 > a, 
Y : Y) 2 

Tas LJ Eia A A A 
TL Za = See AAA IA EE | 

mo - tion sick a ness 


End Rhy. Fig. 1 


—~ 


Ty 
A 
en 
e 
$. 
ts 
el 
ee. 
9 
es 
V 
dis 
Ci 
aa! 
Le 
€ 
qa 
ani 


== 
49-49 45 45 45 45 E 45 E E 


Gtr. 3: w/ Rhy. Fig. 1A 
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5 8 
A 7 7 vse 


4242242 +9—10—10—10—10—10—10—19—10—10—10—10—10—10—18 


Gtr. 3 tacet 


17 eh G#5 Gtsus4 G# G#7 
— 
Ta — M Ea Stale =*: ¿is 
Dis-tort ed eyes when ev - "Try-thing__— is clear - ly dy - ing._ 


Aaa i 


Figure 4—Second Pre-Chorus 


For this second pre-chorus, two guitars (Gtrs. 1 and 4) engage in an arpeggiated 
figure reminiscent of the earlier cello/piano riff. However, this passage features an abrupt 
position shift from eleventh position (measures 1-2; measures 5-6) down to open position 
(measures 3-4; measures 7—8)—a feat made somewhat simpler by the sounding of the 
open second string on the last possible eighth note in bars 2 and 6. After arpeggiating a 
B6/9 and C#5, the shift back to eleventh position is also aided with the picking of some 
choice open strings (which form C#5) in the latter half of measures 4 and 8. 


Featured Guitars: 


Gtrs. 1&4 meas. 1-8 


Fig. 4 
Slow Demos: 
Gtr. 1 meas. 1-4 
Second Pre-Chorus a 
, C#m F#m6/C# Fim/C# C#m BS CHS 
nn A 
to € 2 == 
as S| = | | | 
Burn my knees and 
*Gtrs. 1 & 4 


(elec., acous.) apa " 
of =e — 255 
= | ES SS SS => = = 
oF eL) EE 


let ring throughout 


*Gtr. 1 w/ clean tone 
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6 


C#m F#m6/C# F#m/C# C#m Bo C#5 
P eoo aeo 
i 


=: =f s£ = 


7 
HH y == ES SERA 
— = a Ta eT = = == SS == | 


Figure 5—Third Interlude 


my knees 


Just past the four minute mark, this song makes a dramatic tempo shift, slowing 
to 110 beats per minute. At this point, Johns' guitar playing takes center stage, and a fig- 
ure reminiscent of previous pre-chorus sections steals the show. Using a clean tone with 
his tremolo effect, the first half of Johns' arpeggio passage involves fretting the second 
and third strings across the twelfth fret—using the pinky and ring fingers, respectively— 
while the index finger grabs different notes along the first string. The trickiest part of this 
lick lies in the two new chords that punctuate the passage: Aim9 and Asus2411. For the 
first of these chords, simply barre your index finger across the ninth fret. For Asus2#1 1, 
shift your fret-hand down to the eighth fret, but arch your index finger so its flesh—clos- 
est to your knuckle—doesn’t obstruct the open first string. Curiously, in this song's outro 
riff, which is similar to this interlude, these two chords appear in reverse order. 


D Featured Guitars: 
: Gtr. 1 meas. 1-5 
Fig. 5 Gtr.4 meas. 1-4 
(2nd & 3rd times); 
meas. 5 
Third Interlude $ bas 
Moderately ¢ = 110 Gtr.1 meas. 1-4 
C#m 
1 *Gtr. 1 (clean) CJ I 
ÉE S====t-.2 
< 
mf 


w/ amp tremolo 


8 10— 8 0 
: ae t2— 2— — 
i —#2 2— —42 12 +2 
B : 


*doubled by Gtr. 4, 2nd & 3rd times 


a E 
g Am9 Asus2#11 Asus2#11 
teo == SES ETS i 
pt z = 3 


g 
-9 —y4 y 
E = % ia —— 
9 — 8 $ 
-9 g— —4 4 9 
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The tempo slows yet again in this song's final chorus riff. Here, for the first time, 
we get to see a clear separation between the slack portion of this tuning—e.g., the top 
three strings (standard tuning, tuned down a minor 3rd)—and the Drop D derived bass 
strings—e.g., the bottom three strings (Drop D tuning, tuned down a half-step). Since a 
sizable portion of this riff occurs on the top three strings, many of these shapes will be 
familiar; they only sound one-and-a-half steps lower than the standard tuning you're likely 
accustomed to. The only instance the guitars tuning actually veers outside of standard 
tuning territory occurs when Johns weaves the fourth and fifth strings into his voicings— 
Amaj7add6, for example. 


Fig. 6 & Featured Guitars: 
Gtrs. 1&4 meas. 1-8 


Final Chorus | 4:39 
Slower e = 102 


Figure 6—Final Chorus 


1 C#m C#m11 Amaj7add6 B/A 
Y Ft ji | 7 
mittee NS ie: dd == = | 
mo 2 tion sick = ness. 
Gtrs. 1 & 4 


(elec., acous.) Rhy. Fig. 5 1 


ott TES 


> 


5 C#m C#m11 Amaj7add6 B/A Amaj7 
i 5 
cl . 
Ad - dict with no her - o- inme.__ 
End Rhy. Fig. 5 


vat 


8 4- §—_9_4 $- 3—3 4—55 
i $~ + ++ 2 2—_2— 2 2 2—2 2—4- 
9 4 
Gtrs. 1 & 4: w/ Rhy. Fig. 5, 2 times, simile J 
9 C#m C#m11 Amaj7add6 B/A C#m 
+ | = 
SSS a Se 
Good — things will pass. ł fi i f f Les :- sons 
dt helps with ex - cess ac - cess.) 
C#m11 Amaj7add6 B/A Amaj7 C#m Cfm11 Amaj7add6 
14 PES E A eee Se 
Š i P o SN 
learnt. E - mo - tion sick - ness, 


mm, 


JA C#m C#m11 Amaj7add6 B/A Amaj7 


ANTHEM FOR THE 
YEAR 2000 


Words and Music by Daniel Johns 


According to Daniel Johns: “Anthem for the Year 2000,” the first single issued 
from Neon Ballroom, “was written at a time where | wanted to write a really big, ‘stadium- 
rock’ song without sounding ‘generic’—the kind of song that's not on the radio anymore.” 
Safe to say, with its abundance of noise effects and other forms of ear candy, “Anthem for 
the Year 2000” is about as “non-generic” as the late ‘90s could get. For instance, Johns 
uses Drop D tuning on this track, but refrains from taking the easy way out by playing in 
some D-related key. Instead, “Anthem for the Year 2000” is in the key A minor all the way. 

To further address the subject of this track’s origins: Apparently, Johns had a 
dream where silverchair were playing a big outdoor festival. During the show, the PA. 
exploded, and the massive crowd took to their feet in a fit of chanting with their fists pump- 
ing in the air. When Johns awoke—at 3:30 in the morning—he immediately wrote the 
song, banging it out in an ultra-inspired five minutes. 


Figure 1—Intro/Second Verse 


This song is propelled with a brooding riff that’s based strictly on power chords: 
A5, G5, E5, F5, C5, and D5. This chord sequence implies the tonality of A minor. As is par 
for the course with Drop D tuning, most of Johns’ power chords can be grabbed with a sin- 
gle finger. The only exception is the C5 chord, which uses a traditional two-digit fingering. 
In fact, your fret-hand’s index finger should be used to grab nearly every single chord 
occurring on the bottom string pair. The exception is the A5 shape, which requires a barre 
of the ring finger across the seventh fret. 

This song's signature riff is first encountered in the intro and is used verbatim to 
accompany the second verse. Meanwhile, in each of the aforementioned sections, an 
additional guitar interjects a melodic figure that relies heavily on pitches pulled from A 
minor pentatonic (A-C—D-—E-G) as located in the fifth position. 


Fig. 1 } Featured Guitars: 
. Gtrs. 1&2 meas. 1-8 
Gtrs. 1, 2 & 3: Drop D tuning: 


(low to high) D-A—D-G-B--E 


Intro | 0:28 
*Gtr. 1 
1 dist.) AS G5 A5 G5 ES F5 C5 D5 A5 G5 A5 G5 ES F5 C5 D5 


: >>> ES UEO 


===. 


Gtr. 2 


(dist) Rhy. Fig. 1 End Rhy. Fig. 1 


[reee roo 


CCE EEE E = EEE “33 | 


5— + 5 
7—_}—_5 7 5 — 4 — y 5 7 5 233 p 
Bi a 3 13 3 §—— #75 7-5 4 If 3 do 4 


*Dbld. by elec. gtr. w/ dist. & tremolo effect for next 8 meas. 
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Gtr. 2: w/ Rhy. Fig. 1 


AS G5 A5 G65 E5 F5 C5 D5 AS G5 A5 G5 ES F5 -C5 D5 
An SS: 5 . 
== 23 = = 


let ring 


ar ae 


let ring. ~~ ~~ 


=> 


A q 


Figure 2—Third Verse 


; At the conclusion of the first chorus and throughout the third verse, Johns noodles 
effectively within the confines of the A natural minor scale (A-B—C—D-E-F-G), fluctuating 
between fifth and third position. These fills—which essentially are a restatement of a two- 
bar motif—act as a counter melody to the vocal line. Johns juices them up with some tasty 
vibrato and an occasional string bend, whenever the spirit moves him. Notice also that 
Johns zeros in on his guitar's middle strings, using that region to build his melodic phras- 


es during this section. 


Fig. 2 


Third Verse | 1:49 


y 
== 
H 


$ Featured Guitars: 
Gtr.3 meas. 1-8 


3.Nev-er knew we were liv- ing 


Gtr. 3 (dist.) 


in 


that could be 


mind 


a world with a so 


w/ notch filter 


+ 


*Chord symbols reflect implied tonality. 


NO 


ES ES C5 
SSS Se 


Nev-er knew we were liv-ing in a world with a mind that could be ‘so small. 
AAA AA AAA AAA 
| = æ 
q | oe Y p- s | 
grad. bend 


+ 
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5 AS C5 D5 


<a" il 
A ear == s 


Nev- er knew we were liv-ing in a world, and the world is - pen court. 


grad. bend grad. bend 
1/2 
1/4 
PAWN 
= = 
5 
5- 5 —5} as + —3 = 
7 AS G5 A5 G5 ES ES C5 D5 
AY 4 y 
2S SS SS SS —— 
May-be we don’t wan-na live in a world where in- no - cence __ is so short. We’ll 


grad. bend 
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Figure 3—Second Chorus 


For most of the chorus sections (an exception being the sinister-sounding first 
chorus), this song's signature riff is restated with a slight variation (labeled Rhy. Fig. 1A). 
The only difference between it and its predecessor is an extra alternation between A5 and 
G5 chords during the first measure 


Featured Guitars: 
Fig. 3 . Gtr.2 meas. 1-6 


Gtr.3 meas. 9-12 


Second Chorus 


make for you in the year two - thou - sand. 


Gtr. 2 
Gist.) Rhy. Fig. 1A End Rhy. Fig. 1A 


| 


Gtr. 2: w/ Rhy. Fig. 1A, 3 times 


3 A5 G5 A5 G5 A5 ES F5 C5 D5 AS G5 A5G5 A5 ES 
AS 
Z= 
; ! (. — 
Build it up for you in the year two - thou - sand. Make it hard for you in the 
6 FS CS DS AS G5 A5 G5 A5 E5 F5 C5 bee 
M i i 
Cin ra a al 
year two - thou - sand. Build it up for you in the year two - thou-sand with 
9 AS CS D5 AS C5 D5 
e A = | 
you. 
*Gtrs. 
2 & 3 (dist,) 


| —5- | = 5 
—b- F 3 14 +——_}~ 3 g— g | 
+ + —4— g H— $ $— 


“composite arrangement 
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ANA’S SONG (OPEN FIRE) 


Words and Music by Daniel Johns 


A few months after the release of Neon Ballroom, rumors began to circulate about 
Daniel Johns’ health—mostly due to people’s interpretations of a track called “Ana’s Song 
(Open Fire),” which was released as the disc’s second single. As Johns has since revealed 
in various interviews, many of the songs on Neon Ballroom revolved around his struggles 
with certain mental health issues: “Most of the songs were written as poems first,” Johns 
explains. “I was living in a house and just writing a lot of poetry, mainly about some men- 
tal difficulties and personal troubles, | suppose.” In addition to the experiences document- 
ed in “Emotion Sickness” (which was penned to loosely depict Johns’ dependency on anti- 
depressants), one of Johns’ “personal troubles” was a hard-fought battle with anorexia, as 
depicted metaphorically in “Ana’s Song (Open Fire).” Apparently, on the last day of record- 
ing, Johns entered the studio and informed silverchair’s manager John Watson that he had 
one more song, and began to sing “Please die, Ana.” The track would be the first time 
Johns verbally exposed his eating disorder to anyone (except his family doctor), though, 
judging by his uncharacteristically slight frame, it was clear something was wrong. 


Figure 1—First Verse 


Though the majority of tracks appearing on Neon Ballroom feature unorthodox 
tunings, “Ana's Song (Open Fire)” actually uses the “no frills” standby, standard tuning. 
However, in strong contrast to typical rock fare, “Ana's Song (Open Fire)” forgoes the 
“industry standard” guitar intro and starts right off with a verse. In support of his delicate 
but intense vocal, Daniel Johns dresses up his doubletracked acoustic strums with an 
electric guitar overdub (Gtr. 3, w/ clean tone), loosely arpeggiating the section's chords: 
Ebsus2, Cm, and Gm. After four repetitions of this figure, another electric guitar (Gtr. 4, w/ 
dist.) enters the picture, performing sliding octave shapes in G Phrygian 
(G-Ab-Bb-C-D-Eb—F) and echoing Johns’ emotionally-charged vocal melody. 

Shortly before launching into the forthcoming chorus section, Johns inserts a one- 
bar chord transition (Bb—F) to smooth over the awkward harmonic shift from the key of G D 


minor (verses) to E major (chorus). as ES 
Gtr. 3 meas. 1-8 
Gtr. 4 meas. 8-13 


Fig. J Gtr. 5 meas. 9-13 


First Verse 
, Slow Demos: 
Slowly e = 80 Gtr. 4 meas. 8-11 


1 ** Eb sus2 Cm Gm 


A a 


1. Please die An - A Se for as 
Gtr. 3 (elec.) 


PETS = 2 = ¡== == 


mf w/ clean tone 
letring. o 4 letying DA s D LC A IA en pl tia = 


& 2 Rhy. Fig. 1 End Rhy. Fig. 1 
(acous.) LAS 
z, E- > z 
sai ! : = i 
35% ¢ 
N” 
mf 
—f- 3 —+ 
q Se 4 4 
q —— E 4 —— H—— 5 3 3 
—— —$— Xx X—5— 5 
————§— f~ X— x3 ES E 3 
6 —$— 6 — Y 3 —3——3 


* Two gtrs, arr. for one, 
** Chord symbols reflect basic tonality. 
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Gtrs. 1, 2, & 3: w/ Rhy. Fig. 1, 3 times, simile 


3 Ebsus2 Cm Gm Ebsus2 Cm 
A — = 

Gr ze: => pa EE pe JS ‘== 

long as you're here, _ we're not. __ You make_ the sound_ of laugh - 
6 Gm Ebsus2 Cm Gm 
A rar oo = AAA AAA e 
ES ESE: =23+5= == =2==== 

- ter. — And  sharp-ened_  nails— seem___ soft - > ES And I  need_ 
Gtr. 4 (elec.) 
e - | z m 

sue 
mp widist. f 
4 (Ht 

Gtrs. 1-3 tacet 
A Eb sus2 Cm Gm 
42 be e A A M a > 
RG y 7 t : E P : = e 7 + 2 z ] 

a you now some - how And I need. 
Gtr. 4 
O + f 

e AAA 


w/ dist. 


Gtr. 5 (elec.) 


pl] 


| 
A a a a | $ 
| POBRE: EPT" EY] 


Ye 
ele! 


# 14 

+ = 
3 x 33 

6 +—t—4 
= a 
q y A 5 i 5-—5 ¿3 
-n 55 + H t y 


mo: 
ro 
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Figure 2—Second Chorus 


In this song's chorus, Johns lays down a warm bed of chords for himself, strum- 
ming an E-F*m11-Asus2-Cadd9-G progression in an infectious eighth-note rhythm. 
Notice the creative use of open strings in these voicings; the first three chords—E, F#m11, 
and Asus2—all have the open E and B strings woven into their harmonic fabric. In this 
instance, Johns' exceptional use of common tones (E and B) used in conjunction with 
shifting shapes, is a form of voice leading referred to as oblique motion. 


Fig. 2 $ 


Second Chorus 


1 E l F#m11 


Featured Guitars: 
Gtrs. 4&5 meas. 1-4 


æ 
SS SSS SS SS 
fire, —— on my needs de - signed __ on my knees _ 
fire___ on my knees de - sires___ what I need 
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DEAREST HELPLESS 


Words and Music by Daniel Johns 


In early 1998, Johns spent months in seclusion writing poems and music for Neon 
Ballroom. When he finally emerged, “Dearest Helpless” was the first song he presented to 
the band. Given the ethereal nature of much of his new material, Johns figured he'd best 
ease his bandmates into silverchairs new direction with a heavy rocker. Of course, the 
guys flipped over it, despite the track's inherent weirdness! 


Figure 1—Intro/Chorus 


The quirky nature of “Dearest Helpless”—a trait which owes much to the song's 
signature riff —dramatically contrasts the predominantly “darker” material that comprises 
much of Neon Ballroom. After a few seconds of flanged-out, short-circuiting guitar sounds, 
courtesy of Gtr. 1, Johns’ oddball riff—the coupling of a silly single-note riff (Gtr. 2) with 
some chunky power chords (Gtr. 3)—makes its first appearance. For the curious, the over- 
all whackiness of this passage can be largely attributed to the frequent use of tritones 
(see “Pure Massacre,” Figure 1)—either used in a single-note context or played as a dyad 
(e.g., G(>5)). 


Featured Guitars: 
Gir.1 meas. 1-11 


Gtr.2 meas. 4-11 
Gtr.3 meas. 4-11 


AS/E 


QOXXXX 


G(b5) Bb5  Bb(b5) DbS/Ab DS/A 


A xxx 
Sír 


113 


Fig. 1 
Intro Chorus 
Moderately e = 102 


Gtr. 1 tacet 


Bb5/F Gb5 G5 D5/A — AS/E 


2 PO 277) 
mf 


1 


Gtr. 1 (fuzz) ** Gtr. 2 (dist.) 


(drums enter) 


de E : E EF APA 


* Signal cuts in and out. ** doubled 
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>> gg E 
12 


3— === 3 
2— = —5 5— fp) | —2- | 


DS/A AS/E BbS/F Gb5 G(b5) 


Figure 2—Verse 


The verse sections of this song also deviate from the norm, featuring eighth-note 
strums of an unorthodox chord arrangement: B»-B”-G5—Csus2-Bb-Bb(b5). This section 
also makes use of a musical device referred to as a pedal tone; the open D string is con- 
stantly reiterated while notes along the bottom strings are moved around. Interestingly, 
another element that helps pull this section together is Daniel Johns’ vocal melody, which 
seems to follow the root notes of-each passing chord. 


Featured Guitars: 


Fig. 2 Gtr.4 meas. 1-12 
Verse [0:28] Gtrs. 2&3 meas. 12 
Gtrs. 2 & 3 tacet 
f Bb B° G5 Csus2 Bb N.C. Bb Bb(b5) 
ce ==) - | 
¡ES SO Fee == | 
1. Dear- est Help-less in - tent’s_ not as bad__ as the ac - tion. — 
2. E-qual-ize the pres - sure,it's all___ too much. _ 


* Gtr. 4 


(slight dist.) Rhy. Fig, 2 End Rhy. Fig. 2 


iat, Frit pa ae 


* doubled 
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Gtr. 4: w/ Rhy. Fig. 2, simile 


5 Bb B° G5 . Csus2 ; Bb N.C. Bb . Bb(b5) 
= 
2 e hey se 7 qa 5 2 = 
222 a c 
Take a breath to dis - tort the fear— in your eyes. 
Sex, drugs and im - age is just e - nough 
Bb B° G5 Bb N.C. Bb Bb(b5) 


A a NT = 


don’t _ mean it to ire 
to get you u by in the real___ world. 


al 


-q_a 


13 Bb Bo G5 CS Bb N.C. Bb Bb(b5)  AS/E 
(E DES s eee ee | 
== ==> $$ O NN | 
But ev-’ry time_1___ hate__ you I think. of you first __ 
Gtr. 4 
= pad = y 5 + è 
RG: > 
EE z + = : z =- 
| Gtrs. 2 & 3 2 jd 
divisi 
E 8 —4—-8—— 8—4 
$-—4——+$ —§—8 5—=5 +9 : 3-—8-— 
b B- 6—66 6—6 8 


Figure 3—Interlude 


An intense instrumental interlude is squeezed between the second and third cho- 
ruses, giving Daniel Johns an opportunity to interject some atonal riffage. This passage, 
which is largely derived from a pair of single-note riffs played by two guitars (Gtrs. 4 & 5), 
is performed in 6/8 meter and weaves in and out of tonality, courtesy of some strategically 
placed open strings which always fall on the “and” of beat 4. While Gtr. 5 (Riff A) repeats 
its one-bar figure, shifting it between different string sets, Gtr. 4 arpeggiates power chords 
(E»5 and Bb5) and other shapes. Also, notice the chromaticism that occurs in the latter half 
of measures 3 and 4, confined to the fifth and fourth strings. These chromatic notes con- 
tribute mightily to this section’s atonal (e.g., non-tonal) vibe. 


© Featured Guitars: 
Gtrs. 182 meas. 9-11 


Gtr. 4. meas. 1-10 
Gtr. 5 meas. 1-9 


Fig. 3 
Interlude| 2:23 
Gtrs. 2 & 3 tacet 
ET tEb5 N.C. Eb5 N.C. Bb5 © Gb(b5) Gb5 D5/A Bb5 Gb(b5) Gb5 D5/A 


Riff A 


End Riff A 


p E EEE 


let ring 4 let ring — leering. AAA let ring 


= —8 3— —3 : 
8 A 9- 3 p- 3— - 
8—4 4 34 4 3 4—4- 


+ Chord symbols ae overall tonality. 


Gtr. 5: w/ Riff A, simile i 
Eb5 N.C. Bb5 Gb(b5) Gb5 D5/A 


eed 
es oe = === 
A 
ke = = 
letring On 4 letrin =. see a letring 2 ~~ = — 4 
8— ] 8— 4 3 9 
bt— §— 4— +— —3 4 t— 
+ + 2 
f Gtr. 5 tacet 
Bb5 Gb(b5) Gb5 D5/A Bb5 Gb(b5) Gb5 D5/A Bb5 Gb5 Db5 D5 


Gtrs. 1 & 2 


+ Gtr. 5 2: Gtrs. 1 &2 = 
d LD ae 2 
divisi 

Gtr. 4 


g— §— 7 7 
=== == 3 == E 
P n: 4- 5 


SS == SS 


3 


letring__-_ 4 letring. .__ 4 
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